translation, but was intrigued enough to suggest that Samuel Beckett might like to try his hand at a play written for the medium. Beckett was reticent: "Never thought about radio play technique," he wrote to Nancy Cunard, "but in the dead of t'other night got a nice gruesome idea full of cartwheels and dragging of feet and puffing and panting which may or may not lead to something" (Humanities Research Center 1984:93). What it led to was All That Fall (plate 2), a radio play that, as Beckett has insisted, cannot be transposed to another medium without altering its impact.' During the next 15 years, Beckett wrote five more radio plays, each one an innovative gem and a significant development of the Beckett canon.2 All That Fall led directly to Krapp's Last Tape, one of the very first to include electronic media in theatre performances. If a drama could "appear" on a tape recorder then presumably a tape recorder could appear in a drama.
Radio drama can also be seen as an intrinsically worthwhile and viable art form in its own right. In Kopit's Wings, for example, the listener experiences the play from the point of view of a character suffering from amnesia. Of all performance forms, only radio can accomplish this without the encumbrance of the performer's physical presence. Evidently, things that are not possible in any other medium are possible in radio.
For one thing, radio-made up wholly and solely of sound-concentrates attention on language as a spoken medium in which the voice is an instrument in the creation of meaning. Rudolf Arnheim identified this aspect of radio drama more than half a century ago:
In radio drama, even more forcibly than on the stage, the word is first revealed as sound, as expression, embedded in a world of expressive natural sounds which, so to speak, constitute the scenery. [. ...] But this does not mean that in radio drama the subject is of no consequence-most certainly not. But it should be realized that the elemental force lies in the sound, which affects everyone more directly than II2 Everett C. Frost nary assistances: it extends the reach of her/his voice without losing any of its intimacy, making it possible to whisper across thousands of miles as each member of the audience experiences the drama in intimate privacy. (Of course, such technology has changed the nature of performance, and the modern Homers, if they know what they are doing, skillfully adjust their voices accordingly.) The advent of recording equipment makes storing and duplicating a performance possible, so that it can be repeated in various contexts or manipulated and altered via tape editing and overdubbing. 3 An aesthetic of dramatic literature and performance broad enough to include radio drama suggests a performative rather than literary approach. The lyrical, brooding, introspective "closet" dramas attempted in the work of so many great poets, such as John Milton's Samson Agonistes, Percy Bysshe Shelley's The Cenci, Lord Byron's Manfred, Johann Wolfgang von Goethe's Faust, and W. H. Auden's Christmas oratorio For the Time Being are voice dramas that anticipate-and would be enriched byproduction on radio. Perhaps that's going too far-but not in the wrong direction. I am simply suggesting that writing for the radio has existed much longer than the radio itself.
The tradition of creating radio literature continues in countries outside the United States. Radio drama thrives in Europe, Canada, Australia, and Japan. If, as is often claimed, television killed radio, one would expect to find radio drama in a moribund condition anywhere that television flourishes. Clearly, that is not the case. Throughout Europe, the English Commonwealth countries, and Japan, commercial radio is virtually unknown. The public broadcast systems are heavily subsidized by license fees collected from listeners by the government. The BBC in England, the CBC in Canada, ORTF in France, and the ARD stations in Germany maintain large departments, staffs, and studios devoted to the commissioning, producing, broadcasting, and archiving of radio drama. There is hardly a major writer in any of those countries who has not written for radio. Additionally, radio drama is covered by the press. It is printed, anthologized, and studied. There is an international system of commissioning plays, with each country putting up a portion of the costs. But very little of this activity reaches the United States. A few years ago, some BBC productions were distributed in the U.S. through Earplay, National Public Radio's radio drama production center that operated from 1972-1974. More recently the BBC's "Hitch-Hikers Guide to the Galaxy" (distributed in the U.S. by WGBH) has developed a cult following. At the beginning of 1987, American Public Radio began distributing the Canadian series, "Vanishing Point." But this is hardly enough.
In the United States no station or network currently maintains a department with a full time staff and a budget devoted to the production of radio drama. Commercial radio, far and away the predominant form of radio broadcast in the United States, has not been a venue for radio drama since the 1950os when the last hold-outs from the "golden era" of American radio began to die out. For the last quarter of a century, attempts to invent or revive a tradition of radio drama have been located within the rather anarchic and confusing domain of public (noncommercial) radio. With important exceptions (such as KCRW in Santa Monica, California, KPFA in Berkeley, WGBH in Boston, and WNYC-FM in New York) the public radio system is indifferent-sometimes even hostile-to radio drama. Stations depend heavily on voluntary listener subscriptions for a large part of their revenue, and they tend to believe that radio drama is not as producWhy Sound Art Works I 13 tive in raising subscription money as is cleverly formatted music, variety, and news programming.
So the initiative for radio drama production falls to the producers, directors, and writers, such as myself, who sometimes work in conjunction with a station but are more often entirely independent-securing the necessary production funds, covering distribution costs, and persuading the stations to run the completed productions. It is rarely possible to recover more than a tiny fraction of costs from distribution.
Serious dialog and criticism that might help foster, encourage, and define the art barely exist. Newspapers do not review radio works, nor do theatre, broadcast, or academic journals regularly discuss it. Partly because radio drama's most publicized history in this country concerns works produced as popular entertainment, most scholars of literature and drama seem to regard it as a subject unworthy of serious inquiry.
For the last 40 years the most innovative work in radio drama has been produced in West Germany where it is called "Hiirspiel"-literally, hear (Hiir) + act/play (Spiel), which, as noted by the Austrian writer Ernst Jandl, is a "double imperative" (Schoning 1984:1).
As early as the 192os and '3os German radio drama was being developed by such major figures as Bertolt Brecht, Kurt Weill, and Walter Benjamin.
Brecht wrote at least two plays for the new medium: Der Ozeanflug: Ein Radiolehrstiick fur Knaben und Midchen (The Flight Over the Ocean: An Instructional Play for Boys and Girls) and Das Verhoir des Lukullus (The Trial of Lucullus).4 Such beginnings were aborted by the Nazis who exploited radio for propaganda.
In the immediate postwar period, a functioning radio system was essential for coping with the exigencies of survival and morale. Radio was also instrumental in the growing competition between the Western allies and the Soviet Union. Consequently the redevelopment and restructuring of the German radio system was a high priority. And German radio had two distinct advantages: British (that is to say, BBC) design and American money.
But at the same time, gifted administrators, dramaturgs, and producers such as Paul Shultes, head of the radio drama department at West Deutscher Rundfunk (WDR) in K61n, or Klaus Schoning, WDR dramaturg and producer, have, through productions, programs, essays, and books, carved out whole new areas and understandings for the art of radio.
Postwar radio drama was initially closely tied to the revival of the theatre. It served as a medium to help German audiences discover what drama was like outside of Germany, and it examined the causes and the consequences of the war. On 13 February 1947, the first Horspiel of the post-Nazi period was broadcast-Wolfgang Borchert's Draussen vor der Tiir (The Outsider), subtitled "Ein Stiick, das kein Theater spielen und kein Publikum sehen will" (a play which no theatre wants to produce, and no audience wants to see) (Borchert 1956). It was an immediate sensation and was later distributed throughout Germany and often repeated.s
In the play, a young foot soldier returns to Germany from a Siberian concentration camp where he had been imprisoned for three years after having been captured at Stalingrad. He goes home, but there is no home to go to. The wife he had precipitously married before he was mobilized now has another husband. He tries to kill himself by jumping into the river Elba, but a woman whose dead husband the soldier may have ordered into combat saves him. His commanding officer, having had no difficulty re-I 4 Everett C. Frost turning to civilian life, offers no solace. Tempted by his comic looks, a cabaret director tries to hire the soldier as a clown-but he isn't funny. His father, having been "too gone on the Nazis," has committed suicide. God provides rhetoric but no comfort or understanding. The figure of death, belching from indigestion, sweeps into the streets. There is no place to go. A second time the soldier jumps into the Elba and this time drowns.
The drama is heavily autobiographical-Borchert had been a foot soldier, was captured at Stalingrad, and spent nearly three years in Siberiaand it is both symmetrical and tragic that Borchert died the day before the play's stage premiere on 21 November 1947 in Hamburg. It was subsequently produced as a film called Liebe 47 (Love 47) directed by Wolfgang Liebeneiner (see B611 1956:I18).
The H6rspiel unfolds with a compelling, surrealistic, almost liturgical quality. Although it is eminently stageable, there is something elusive about it, making it intrinsically better suited to the theatre of the ear.6 God and the Elba are images in the mind of the soldier (though the Elba is simultaneously a real and grubby river). Death is both an old sweeper and a force that is sinister, disgusting, and comic. Each is more effective as a disembodied voice. This is the stuff-the province-of radio drama.
The subsequent history of German radio drama may be seen as a series of radical experiments with the radio aesthetic implicit in Draussen vor der Tiir. The foremost innovator of the I95os was Giinter Eich whose radio plays seem somewhat like the American television series "The Twilight Zone," or like science fiction or fairy tales.7 But Eich's works are unique in their tenacious adherence to a realistic context-a probable setting in which the improbable occurs-and so have a rather unsettling ability to call ordinary assumptions about reality into question.
In Die Andere und Ich (which unsatisfactorily translates as "The Other and I") an American woman, Ellen, vacationing on a beach in Italy, decides to walk into a nearby fishing village, leaving behind her husband and children. She enters a house that seems vaguely familiar to her. Inside she is called Camilla and is welcomed as a long lost member of the family. Confused, she nevertheless takes up life in the village as Camilla. She marries, has children, and passes the years. Her husband goes to war and is reported missing in action. She then moves in with an old fisherman who tells her, " 'Missing in action' doesn't mean you are dead, it means they don't know where you are." One day she walks along the road and muses, "Here I could stand in the road and look over my whole life." She sees a car passing and recognizes herself as Ellen inside. They look at each other. Then she, as Ellen, is on the beach recovering from a near drowning or sunstroke (to my mind an unhappy concession to plausibility). When she recovers she again leaves her family behind and walks into the town and into the home she inhabited as Camilla. Camilla's daughter does not recognize Ellen. But when Ellen is able to describe the family precisely, she is permitted to see Camilla-an old woman, laid out, dead, in the parlor.
Die Andere und ich is a narrative play that takes place in a realistic setting, but it would be impossible to bring the play to the stage without losing its essential quality. Except for the first and last scenes, the actions of the play are presented as they pass through Ellen's mind so that the exact relationship between "the Other and the I" remains deliberately undefined. The formal ambiguity created by the disembodied-simultaneously separate and linked-voices on the radio increases the depth and compelling power of the piece. In the dream that follows, a group of people are on a train rushing headlong into the night. Beginning as a normal journey with dialog that might be heard on any train, the listener gradually becomes aware that the passengers have no idea where they are going, where they have come from, or if the train has any destination. They don't even know why they are on the train. Attempts to discover their circumstances and appeals to stop the train are greeted with silence. In the Germany of 1951, it was a compelling metaphor.
Like a conventional stage play, Die Andere und ich has a plot. Trdume does not. H6rspiel is beginning to progress toward what has come to be called Neues H6rspiel (literally: "new radio play," but rather than connoting the sense of avant-garde, the work might be better described as a "text/sound composition"). Neues Horspiel is held together variously by theme, texture, imagery, and above all, sound. As such, radio drama is less like proscenium, narrative, "realistic" theatre and more closely akin to poetry, music, or performance art. It is therefore not surprising that many of its practitioners are poets, composers, or performance artists. The writer who hands over a script to a dramaturg and a producer/director is being replaced by a Hdrspielmacher-a text/sound creator, an audio artist-the sound equivalent of a filmmaker or video artist. Not surprisingly, the critical dialog and aesthetic concerns of H6rspielmachen closely parallel those that occur in and about performance art.8
By the I960s the development of lightweight portable recording equipment made high-quality field recordings possible. Traditional radio drama has taken advantage of improved technology to gather sound effects and ambience from the environment in order to achieve greater realism. One form of Neues H6rspiel has experimented with incorporating these O-ton recordings (original sound or sound from the source) into the Horspiel itself, not as gathered sound effects, but as structural principles in the creation of the drama. sounds. A coproduction of WDR K61n and RIAS Berlin, it was produced and directed by Naleppa. Hildegaard von Bingen was an IIth-century German abbess, mystic, composer, painter, and writer who presided over a small community of nuns near the town of Bingen on the Rhine. Wilding, a painter and performance artist living in New York, was born in Paraguay in a religious community of German pacifist refugees from the Nazis. In a description of the program Wilding wrote: "I discovered Hildegaard's writings when I was eight and read them secretly in a book about German women mystics. I thought it was a forbidden book because the language was so erotic" (1987:55). The H6rspiel is a conversation among Hildegaard, Wilding (as child and as adult), and Nature about ecology, art, and cosmology. It incorporates sounds of the Paraguayan jungle, the Rhine, the modern West German town of Bingen, Hildegaard's music, and a children's chorus singing songs from Wilding's childhood. The sounds are not effects but are the heart of the piece, weaving together magical harmonies and dissonances.
As a genre made of sound, realized in a studio, and approaching the condition of music, Neues H6rspiel attracts composers as well as playwrights and performance artists. The WDR H6rspielstudio maintains a continuing occasional series under the title, "Komponist als H6rspiel-macher" ("the Composer as Hdrspiel-maker"), and has commissioned Komponist-H6rspiele from Mauricio Kagel, John Cage, Bernd Alois Zimmerman, and others.
Kagel, an Argentine-born composer now living in K61n was one of the early developers of the Neues H6rspiel at WDR. "Radio drama is neither a 3. Poster advertising the broadcast of Giitz Naleppa's 1985 radio play Robinsonate. 
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